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Here, a desired life in music is grounded in great teaching, demanding 
performance, solid scholarship and devoted love of the art. We are a 
community wholly in love with the study of, creation of, performance of, 
MUSIC! 
- Phyllis Curtin, Dean Emerita 
Boston University College of Fine Arts 
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BELABARTOK 
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Lacrirnosa 
Tuesday, February 12, 2008 at 8prn 
Tsai Performance Center 
.BOSTON UNIVERSITY 
SYMPHONY ORCHESTRA 
DAVID HOOSE conductor 
Music from, The Miraculous Mandarin, op. 19 
Intermission 
Syrnphonie fantastique 
Reveries-Passions 
Un bal 
Scene aux champs 
Marche au supplice 
Songe d'une nuit du Sab.bat 
PROGRAM NOTES 
Donald Sur was born in 1935 of Korean parents in Honolulu and eventually settled in 
Boston. As a child he studied the ukulele (his first instrument), the mandolin (his 
favorite), violin, viola, bass and a little piano. He attended UCLA, UC Berkeley and 
Princeton, studying with Colin McPhee, Seymour Shifrin, Andrew Imbrie, Roger Sessions 
and Earl Kirn. Sur received commissions from the Foundation for Broadcast Culture (for 
Lacrimosa, composed for the Seoul Philharmonic), Taejon International Exposition (for vio-
linist Sarah Chang); Library of Congress, Cantata Singers & Ensemble, Speculum 
Musicae, Contemporary Music Forum, San Francisco Contemporary Music Players, and 
Collage New Music. 
His principal works include: Catenas I, II and ill (for varying small ensembles); Red Dust 
(for twenty-nine percussionists); Penumbra, Focus, and Echo (for a film by Martha 
Haslanger); Il Tango di Trastevere (for four contrabasses, later orchestrated for orchestra of 
low-pitched instruments); Satori on Park Avenue (built on an ostinato of the first notes " 
Vincent Youman's "Tea for Two"); Violin Concerto; The Unicorn and the Lady (based 1 
the Cloisters Tapestries); Kumdori Tansaeng (violin, chorus and orchestra); Lacrimosa 
(chamber orchestra); Sonnet 97 (a cappella chorus); Berceuse (violin and piano); and 
Slavery Documents (1989), his largest work (for vocal soloists, chorus and a large orchestra 
that includes organ and banjo), based upon antebellum and Biblical texts. Sur was work-
ing on a second, equally large, part to Slavery Documents when he died in 1999, after an 
extended battle with cancer. 
Donald Sur cut his own path. His genuine and profound absorption in much around him 
lead to a thoroughness bordering on obsession-he once said that, in order even to begin 
appreciating Vivaldi, you had to listen to at least 200 of his concerti; his research into, and 
understanding of, the issues surrounding the American Civil War and the ways that they 
haunt us today rivaled the collective knowledge of any five professional historians of the 
period. His observations were rooted in a fresh, and sometimes peculiar, awareness, with 
an understanding that seemed to emerge from some far away, but very knowing, place-
he commented, with humble amazement, after a three hour-performance of the Saint 
Matthew Passion, that the sharp, painful dissonance in the very last measure really should 
just hang in the air, forever unresolved. 
In his own music Donald Sur found an original and true voice. About it, his friend John 
Harbison said, "Donald's music was like Donald-you may have thought you knew what 
he was going to say, but then he said it differently. In his music you always think you're 
in territory you know, but you learn quite soon that you're not. Even those of us who 
knew his music well learned to expect that something unusual was going to happen, but 
we never knew exactly when and how. Everything he did bore the clear stamp of his 
identity." His is music that is unpredictable, but it is also correct at every moment-
impassioned, heartfelt, and moving in ways that are mysterious. 
Sur's earlier music is filled with disjunct, unpredictable and nervous activity, as we .. 
unpredictable and nervous silence, often moving at lightning speed and a whisper. 
Beginning with Satori on Park Avenue, his harmonic language, which had previously been 
tonality free, began to move in a free tonality that was nearly as unpredictable as his 
earlier music. All of his music, atonal or not, found its roots in the music that Sur studied 
intensively from 1968 to 1972, Korean court music, and all of it comes from a wide-eyed 
wonder, an unflinching insight, and a vivid commitment to honesty. 
Donald Sur composed his Lacrimosa to commemorate March 1, 1919, the beginning of a 
twelve-month long Korean uprising against Japanese occupation leading to the replace-
ment of military rule with civilian rule, the permitting of limited press freedom, and the 
eventual formation of the Provisional Government of the Republic of Korea in Shanghai. 
Lacrimosa suggests a lament for an oppressed nation and an aching memory of the 7000 
people killed during the uprising, the only intimation of the uprising's violence leaping 
out in two brief outbursts of agitated music. Scored for two each of flutes, oboes, clar-
inets, bassoons and horns, one harp, and strings, Lacrimosa's main voice is carried by a 
single lonely violin that winds its way around and above the uncertain, shifting land-
scape. The first performance of Lacrimosa was given by the Seoul Philharmonic Orchestra 
on December 8, 1991; the composer revised the work in Somerville, Massachusetts, the 
following year . 
.iS 
Dt Sur, as Richard Dyer wrote, "was not an institutional figure, and his was a lonely 
path. None of his music has been released on CD; none of his works have been published; 
he does not appear in the New Grove Dictionary of American Music." His disarming 
modesty and lack of self-promotional desire or ability drew those who knew him to him; 
at the same time, these qualities were, in terms of the profession, his enemy. None of 
Donald Sur's music should languish unnoticed or unperformed; he is one of the original 
voices. 
- David Hoose 
.* * * * * 
Bela Bartok (1881-1945) was one of the most prominent Hungarian composers of the 
early 20th Century; many consider him the greatest Hungarian composer of all time. His 
parents, of Hungarian and German descent, were amateur musicians and professional 
educators; the young Bela followed their paths first in music and then, later, as a respect-
ed educator in his own right. 
Bcirtok's musical abilities did not take long to surface: by the age of 4, before beginning 
formal lessons, he could play folk songs on the piano; his first collection of piano works 
was begun at the age of 9 and completed at 13. Given his age and circumstances-which . 
included no less than five moves across national boundaries-the contents of this 31 piece 
collection (including programmatic works and explorations of musical forms) are quite 
remarkable. At the age of 18, Bela turned down admission at the Vienna Conservatory to 
attend the Budapest Academy of Music, where he was given advanced standing both in 
piano and composition. 
In" Bcirtok's composition-to this point, principally dance music-received a power-
ful '-· ulus when he heard the Budapest premier of Richard Strauss' Also sprach 
Zarathustra. Strauss' music quickly became a dual aspect of Bartok's life as the latter 
began a new career as a composer-pianist: Strauss transcriptions provided concert fodder 
while directly inspiring or providing models for several works. The Strauss influence 
reigned for several years, until it was finally eclipsed by Bartok's growing interest in 
Hungarian folk music. This interest, inspired by the Transylvanian songs of Lidi D6sa (a 
maid that he met at a summer resort) and his meeting Kodaly in 1905, led to a new 
career as an ethnomusicologist-composer, collecting folksongs and incorporating folk 
elements into compositions. 
The Miraculous Mandarin (1926), heard tonight as a concert suite, was originally written 
as a pantomime drama and quickly recast as a ballet by a sales-minded publisher. The 
scenario is taken from a libretto by Menyhert Lengyel (the author, attempting to attract 
a commission from Diaghilev's Ballets Russe, had published his work in a magazine); its 
overt themes of prostitution and violence, embodying the school of brutal realism, led 
to the censure of the conductor after its premier and the work was banned in Cologne 
until after the Second World War. Bartok drafted the work from 1917-1919, revised it 
until 1926 and, disgusted with its troubled reception, abandoned composing for the 
stage. 
The narrative of The Miraculous Mandarin is as follows: three thugs induce a prostitutr · <> 
lure customers for them to rob. From a window, she attempts to seduce passing pedi 
trians, her song signaled by the clarinet; trumpets and trombones represent the sounds 
of passing cars. The first "customer", a dirty old man is depicted by the sliding trom-
bone; once lured inside, he is attacked and brutally beaten. He has no money, though, 
so they must try again; this time, a young man-depicted by the oboe-is lured in. He 
is tentative and shy, but the woman gradually draws him into a dance of seduction. 
With a new zest, he begins to lead the dance-and, with the crash of the orchestra, is 
likewise attacked. The frustrated thugs beat him brutally, but he has no more money 
than his predecessor, and they must try again. 
Finally, the woman's song lures a third customer, a Mandarin with a strange and over-
powering presence. He is not lured as easily as the previous victims; to the sound of 
sustained horns, he surveys the room, piercing the woman with his gaze. With a dance, 
she finally succeeds in luring him inside; though slow to rouse, his passions are more 
than she counted on and a chase ensues, ending the suite. (In the complete pantomime 
ballet, there follows an extended scene of graphic brutality, in which the thugs try 
repeatedly to murder a seemingly-unkillable Mandarin.) 
* * * * * 
The history surrounding An Episode in the Life of the Artist: Symphonie fantastique, is 
almost as fascinating as the music. Its composer, Hector Berlioz (1803-1869), wrote the 
symphony as a profession of love for Harriet Smith, an English actress whom he had 
seen on stage but never met. Berlioz financed its premier, sending Harriet an invitation, 
but his overture and profession of love was ignored. Three years later, the connivance of 
a mutual friend brought Harriet to a Parisian revival of Symphonie fantastique; soon after, 
despite a desperate financial situation and Harriet's speaking almost no French, the two 
were married. Although they later divorced, in his memoirs Berlioz described their 
years together as some of the happiest of his life; when he passed away, the two we. 
buried side-by-side. 
Symphonie fantastique is now a cornerstone of orchestral repertoire, but its musical 
content was both controversial and celebrated when it premiered. Its rich and innova-
tive orchestration stood out to audiences, but its use of form, texture and above all its 
programmatic narrative aroused controversy. Today, Symphonie fantastique is held up as 
the archetypical piece of program music; when it premiered, the very idea of a narra-
tive program (printed and distributed to the audience) for a symphonic work was 
novel, daring and outrageous. The critic Franc;ois-Joseph Fetis, a former professor of 
Berlioz's, remarked that Berlioz showed much potential if he would learn restraint; 
Berlioz, himself an active composer-critic, responded both in print and in Symphonie 
fantastique's sequel work (Lelia ou Le Retour a la vie), which includes a personal attack 
directed at Fetis. 
Symphonie fantastique (1830) is a symphonic work in five movements, each-as the title 
sta.tes-an episode in the life of an artist. A young musician falls desperately and obses-
sively in love with a woman; the very thought of her triggers a melody, the idee fixe, 
which appears in every movement and is transformed with his changing thoughts on 
her. The first movement, "Dreams-Passions", captures various thoughts of the beloved 
a~ hey interrupt the artist and lead him through pained jealousy, tender fawning and 
1 · c passion in their tum. The second movement, "A Ball", finds the constantly dis-
tr1i ed and distraught by his obsession-at a dance, in the country, on the street. In the 
third movement, "Country Scene", he escapes to the countryside and is calmed by the 
piping of shepherds (represented by the oboe and English horn)-but the respite is 
temporary. A dark subject arises, one of the shepherds falls silent, and the sound of 
rolling thunder moves in. 
The fourth movement of Symphonie fantastique, the "March to the Scaffold", is perhaps 
its most famous. Distraught with his unrequited love, the artist tries to kill himself with 
opium; in the feverish nightmares that follow, he believes that he has murdered his love 
and is being taken to his own execution. A descending, dotted-rhythmic figure leads a 
mpcabre, sprightly march; the brass fanfares that accompany the journey are oddly 
jovial, as if the artist eagerly awaits his own demise and impending freedom from his 
obsessive love. At the scaffold, he looks around, and a single clarinet peals out the idee 
fixe, love's last flash-and the drums sound the execution. 
Death is no stay for the artist's amorous obsession-at least n_ot in opium-fueled 
dreams. In the last movement, "A Dream of a Sabbath Night", the artist now sees his 
own funeral. There are no mourners, no solemn processions; instead, his funeral is 
attended by dark spirits, monster,s and sorcerers. The idee fixe of his love is transformed 
into a vulgar dance, the ringing of church bells is answered by a burlesque parody of 
the Dies Irae, and the funeral sanctity is entirely overwhelmed by a wild fugue. 
- Basil Considine 
Basil Considine is a PhD student in musicology and theory 
.., . , 
DAVID HOOSE conductor 
David Hoose, Director of Orchestras at Boston University's School of Music, is also 
music director of two Boston musical institutions, the Cantata Singers & Ensemble, and 
Collage New Music. From 1994 to 2005, Mr. Hoose served as Music Director of the 
Tallahassee Symphony Orchestra. 
Professor Hoose was awarded the 2005 Alice M. Ditson Conductors Award, given in 
recognition of his commitment to the performance of American Music; his recording of 
John Harbison's Mottetti di Montale, with Collage, was a 2005 Grammy Nominee; he 
also received the Dmitri Mitropoloulos Award and, as a member of the Emmanuel 
Wind Quintet, the Walter W. Naumburg Award for Chamber Music. Professor Hoose's 
recordings appear on the New World, Koch, Nonesuch, Delos, CRI and GunMar labels. 
His recording with the Cantata Singers of Harbison's Four Psalms and Emerson has 
recently been released by New World Records, and his recordings of chamber works by 
Donald Sur and of Peter Child's opera, Embers, are forthcoming. 
Professor Hoose has conducted the Chicago Philharmonic, Singapore Symphony 
Orchestra, Saint Louis Symphony, Utah Symphony, Korean Broadcasting Symphony 
(KBS), Orchestra Regionale Toscana (Florence), Quad Cities Symphony Orchestra, Ann 
Arbor Symphony, Opera Festival of New Jersey, as well as at the Warebrook, New 
Hampshire, Monadnock and Tanglewood music festivals. In Boston he has appeared as 
guest conductor with the Boston Symphony Chamber Players, Handel & Haydn 
Society, Back Bay Chorale, Chorus Pro Musica, Fromm Chamber Players, Dinosaur 
Annex, Auras, and many times both with the Pro Arte Chamber Orchestra and with 
Emmanuel Music. 
Professor Hoose has been a guest conductor several times at the New England 
Conservatory, and he has conducted the orchestras of the Shepherd School at Rice 
University, University of Southern California, and the Eastman School. For the past two 
summers, he has served on the faculty of the Rose City International Conducting 
Workshop, in Portland, Oregon. Conductors whom he has mentored at Boston 
University now serve in a wide variety of distinguished professional positions, from 
music directorships of college and youth orchestras, assistant and associate conductor-
ships of major US orchestras, to music directorships of professional orchestras and 
opera companies. 
BOSTON UNIVERSITY SYMPHONY ORCHESTRA 
Violin I 
Klaudia Szlachta, concertmaster 
Leslie Levi 
Amanda Wang 
Miyuki Yamaguchi 
Jeanie Lee 
Jude Ziliak 
Heather Braun 
Daniel Broniatowski 
Oksana Georgieva 
Sophia Ro 
Aleksandra Labinska 
Angel Vakhinov 
Zoya Tsvetkova 
Julija Okrusko 
Birdy Chou 
Violin II 
Vir Piazza, principal 
Ki e Roussopoulos 
Ther a Prokes 
Ku YeonKang 
Emily Stewart 
Esther Nahm 
Yi-Hsiu Liu 
Margaret Allen 
Maelynn Arnold 
Yuiko Nakano 
DaHeeChung 
Alison Shipton 
Ike Yato 
Madeleine Jansen 
Shyang Puri 
Tess Varley 
Viola 
Alyssa Hardie, principal 
Yi-Hsiu Liu 
Daniel Dona 
Nathaniel Famy 
Jenny Valitalo 
Brianna Pesce 
Tess Scott-Suhrstedt 
John Holguin 
Sharon Bielik 
Graciela Briceno 
Jessica Lipon 
Kiara Perico 
Michelle Brune 
Zachary Brezon 
Muradyan 
Farrah O'Shea 
Reb.- Schauer 
Lau 
Chen ... m 
Erin Kirby 
Cello 
Ariana Falk, principal 
Seung-Yeon Jung 
Ming-Hui Lin 
Bo-Min Son 
Brandon Brooks 
N ailah Conner 
Nicole Cariglia 
Douglas Machiz 
Edward Vigneau 
Esther Chang 
Jason Domingo 
Janel Zarkowsky 
Yu-Fang Chang 
Lauren Hunt 
Andrew Chae 
Kelly Stuart 
Katherine Weissman 
Isaiah Gage 
Yen-Ling Huang 
Hannah Matthews 
Nara Shahbazyan 
Kathryn Dawson 
Bass 
Tyler Shepherd, principal 
Tristian Sutton 
Nicholas Schwartz 
Bridget Sprouls 
Reginald Lamb 
Nathaniel Martin 
Scot Fitzsimmons 
Flute 
Elzbieta Brandys * 
Margaret Brinkerhoff 
Alexandra Conway + 
Meghan Miller 
Jessica Nelson 
Chia Jung Lee" 
Oboe 
Jesse Barrrett * 
Sarah Hassen + 
Tamsin Johnston " 
Clarinet 
Danielle Davidson 
Gun Hwan Jung 
Yi-Ju Lin " + 
Molly Walker * 
Thomas Weston 
Bassoon 
Stephanie Busby 
Sarah Cryan " * 
Brandon Finley 
Jacqueline Wilson+ 
Hom 
Laura Carter + 
Jonathan Craft 
Emma Kaplan 
Young Kim 
Megan Marranca * 
Alicia Mastromonaco 
Clarissa Nemeth " 
Elise Taillon-Martel 
Adam Weber 
Trumpet 
Spencer Aston 
Laura Carpenter 
Patrick Doyle 
Jonah Kappraff * 
Robert Reustle + 
Casey Tamanaha 
Eytan Wurman 
Trombone 
Liza Malamut 
Jerome Smith 
Matt Smith+ 
Jonathan Watkins* 
Tuba 
Daniel Bryce + 
Zachary deVries 
Thomas Haggerty * 
Harp 
Meghan Caulkett 
Chaerin Kim " * 
Michae!Maganuco 
Talia Mailman + 
Piano 
Robert Mollicone 
Celesta 
Ling Leng 
Timpani 
Matthew Bohli * 
L~e Short 
Christopher Whyte + 
Percussion 
John Beder 
Matthew Bohli 
John Kulevich * 
Rebecca Celebuski 
Hee K young Lee 
Matt Raskopf 
Nicholas White 
Bronwyn Wyatt+ 
" Principal in Sur 
+ Principal in Bart6k 
* Principal in Berlioz 
Orchestra Personnel Managers 
and Librarians 
Ming-Hui Lin 
Vincent Piazza 
Molly Walker 
Boston University School of Music 
UPCOMING EVENTS AND PERFORMANCES 
Friday, February 15th, 12pm Lunchtime Concert 
Muir String Quartet 
in resic;Ience at Bo,ston University 
BELA BARTOK Quartet No. 4 
CFA Concert Hall 
Tuesday February 19th, 8pm Boston University C~_oral Ensembles Concert 
HEINRICH ,SCHUTZ Italienische Madrigale 
WOLFGANG AMADE MOZART Caro bell' idol mio 
MARY MONTGOMERY KOPPEL Cold Lake 
CARL ORFF A cappella choruses from Catulli Carmina, Ludi scaeni 
Marsh Chapel 
February 21st-24th Boston l!niversity Mainstage ( 
WOLFGANG AMADE MOZART The Magic , • e 
ALBERT SHERMAN guest stage director 
WILLIAM LUMPKIN conductor 
Boston University Theatre 
Tuesday, February 26th, 8pm Boston University Wind Ensemble 
DAVID MARTINS conductor 
DON LUCAS trombone 
STRAUSS Vienna Philharmonic Overture 
STRAVINSKY Octet for wind Instruments 
MASLANKA Trombone Concerto 
JAGER Epilogue: "Lest We Forget" 
TICHELI Symphony No. 2 
Tsai Performance Center 
Monday, March 3rd, 8pm 
Tuesday, March 4th, 8pm 
Percussion Ensemble Concert 
Early Music: Percussion Ensemble Before 1950 
JOHN CAGE Living Room Music 
LOU HARRISON Canticle No. 1 
HENRY COWELL Ostinato Pianissimo 
HENRY COWELL Pulse 
CFA Concert Hall 
Boston University Chamber Orchestra 
DAVID HOOSE conductor 
EARL RANEY conductor 
Tsai Performance Center 
Tsai Performance Center, 685 Commonwealth Avenue 
CFA Concert Hall, 855 Commonwealth Avenue 
Marsh Chapel, 735 Commonwealth Avenue 
Boston University Theatre, 264 Huntington Avenue 
us 
Creating a Future for the Arts - An Initiative for the 21st Century 
Creating a Future for the Arts is an initiative that will recognize the artistry of the students and fac-
ulty of the College of Fine Arts by transforming the learning and teaching environment into a 21st-
century facility that suitably showcases their talents. We are grateful to the donors who have com-
mitted their support to this project. 
$500,000 and above Aram and Jasmine Chobanian 
Read and Andrea McCaffrey Faye G. Stone, Esq. 
$200,000 to $499,999 
Stewart F. Lane and Bonnie Comley 
100,000 to $199,999 
Harry J. Bardi Irrevocable Trust 
$50,000 to $99,999 
1675 Foundation 
J. David Copeland and Friends 
Darrel and Pamela Griffin 
SungEun Han-Andersen 
FRIENDS OF SCHOOL OF MUSIC 
Friends of the School of Music are a select group of people who, through their annual contribu-
tions, believe in the importance of supporting gifted student musicians through their educational 
activities, events, programs, and performances. We invite you to join the Friends of the School of 
Music at the College of Fine Arts and help support the talented young artists of Boston 
Ur ·ty. 
$10,000 to $49,999 
Drs. John A. and Harriet S. Carey 
Mr. and Mrs. Saul B. Cohen 
Mr. SungEun Han-Anderson 
Ms. Virginia E. Withey 
$5,000 to $9,999 
Boston Organ & Piano 
Oovelly Charitable Trust 
Ann and Gordon Getty Foundation 
Margaret S. Lindsay Foundation 
Montgomery Symphony Association 
Mr. and Mrs. William H. Trayes 
The Ushers & Programmers Fund 
$2,500 to $4,999 
Richard F. Balsam, M.D. 
Ms. Sandra L. Brown 
Ms. Dorothy D. Cameron 
Mr. and Mrs. Richard Grausman 
Robert E. Krivi 
Marshalltown Development Foundation 
The Presser Foundation 
Renaissance Musical Arts, Ltd. 
$1,000 to $2,499 
Dr. Apostolos A. Aliapoulios 
The ASCAP Foundation 
Richard D. Carmel Charitable 
Remainder Trust 
Dr. and Mrs. Thomas R. Castle 
Frank A. D'Accone, Ph.D. 
Mrs. Margaret May Darnen 
Dr. Richard W. Ekdahl 
Mr. Leon Earl Fernandez 
Professor Phyllis Elhady Hoffman 
Mr. Dmitri Ilyin 
Dr. Jimmie L. Jackson 
Larry G. and Ann Howard Jones 
Mrs. Ellen B. Kazis-Walker 
Mr. and Mrs. Dean Kehler 
Dr. Lillie M. Kumar 
Mr. John E. Loveless 
McFadden Family Foundation 
Mr. and Mrs. D. Joseph Mcinnes 
Ms. Andrea Okamura 
Mr. Kenneth D. Rudnick 
Mrs. Amy Abrich Shemin 
Dr. John Silber 
Mr. Charles A. Stakely 
Ms. Helen J. Steineker 
Ms. Courtenay Brandreth Symonds 
Avedis Zildjian Company 
$500 to $999 
Ms. Elizabeth H. Bower 
Mr. R"ger C. Davidson 
Ms. Deborah K. Delano 
Ms. Ellen G. Forst 
Mr. Eugene Guberman 
Colonel Capers A. Holmes, USAF(Ret.) 
Ms. Joy L. Mcintyre 
Ms. Maureen Meister 
Mr. Robert M. Pease 
Professor Joel Sheveloff 
Mrs. Nancy L. Trentini 
Wilson Butler Architects, Inc. 
$250 to $499 
Mr. Samuel H. Adler 
Professor Martin Amlin . 
Anonymous 
Ms. Paula J. Bishop 
Mr. Bradley M. Bloom 
Dr. Fred A. Bronstein 
Mr. and Mrs. Salvatore J. Cania 
Ms. Joan C. Cavicchi 
Ms. Beth S. Chen 
Mr. Donald R. Clauser 
Lisa and Michael Coran 
Mr. Clifford R. Eisler 
Mr. Norman Elia 
Mr. and Mrs. Stephen B. Eska 
Mr. John W. Fish, Jr. 
Ms. Julia A. Hennig 
Mr. and Mrs. Robert Knauss 
Mrs. Faria H. Krentzman 
Mr. and Mrs. Robert J. Maganuco 
Mr. William S. McMillan 
Mr. Craig Franklin Schreiber 
Mr. Bernard G. Schwartz 
Mr. and Mrs. Robert N. Slotnick 
Mr. and Mrs. Manuel C. Weinberg 
Mr. John Alan Wickey 
This presents donors who have generously supported our programs for the past twelve months, as of November 
14, 200 Due to program deadlines, some donor names may be absent from this list. We thank you for your under-
standing. For more information on how you can support the Boston University College of Fine Arts and School of 
Music, please contact Chris Santos, Director of Development and Alumni Relations, Boston University College of Fine 
Arts, 855 Commonwealth Avenue, Boston, MA 02215, at 617-353-2048 or ccsantos@bu.edu. 
BOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY 
STRINGS 
Steven Ansell viola• 
Edwin Barker double bass• 
Cathy Basrak, viola 
Bonnie Black pedagogtf 
Lynn Chang violin 
Jules Eskin cello 
Edward Gazouleas viola 
Raphael Hillyer viola 
Marc Johnson cello 
Bayla Keyes violin• 
Michelle LaCourse viola• 
Lucia Lin violin• 
Malcolm Lowe violin 
Dana Mazurkevich violin 
Yuri Mazurkevich violin• 
Ikuko Mizuno violin 
John Muratore, gt1itar 
Lynn Larsen horn 
Don Lucas trombone• 
Richard Mackey horn 
Richard Menaul horn 
Craig Nordstrom clarinet 
Elizabeth Ostling flute 
Richard Ranti bassoon 
Thomas Rolfs tnmzpet 
Mike Roylance tuba 
M;itthew Ruggiero bassoon 
Eric Ruske horn• 
Robert Sheena English horn 
Ethan Sloane clarinet• 
Samuel Solomon percussion 
James Sommerville horn 
Linda Toole flute 
Lee Vinson percussion 
George Neikrug cello++ PIANO 
James Orleans double bass Jonathan Bass• 
Leslie Pamas cello Anthony di Bonaventura* 
Ann Hobson Pilot harp Maria Oodes-Jaguaribe• 
Barbara Poeschl-Edrich harp Linda Jiorle-Nagy 
Michael Reynolds cello• Randall Hodgkinson 
Rhonda Rider cello Victor Rosenbaum 
HISTORICAL 
PERFORMANCE 
Aldo Abreu recorder 
Sarah Freiberg Ellison cello 
Laura Jeppesen 
viola da gamba 
Christopher Krueger 
Baroque flute 
Catherine Liddell lute 
Martin Pearlman Baroque 
ensembles• 
Robinson Pyle 
natural trumpet 
Marc Schachrnan 
Baroque oboe 
Jane Starkman 
Baroque violin, viola 
Daniel Stepner 
Baroque violin 
Peter Sykes harpsichord• 
MUSICOLOGY 
Victor Coelho• 
Paul Harris• 
Brita Heimarck• 
Andre de Quadros• 
Joy Douglass 
David Hebert• 
Patrick Jones• 
Warren Levenson 
William McManus• 
James Merenda 
Sandra Nicolucci• 
Anthony Palmer 
William Pappazisis 
Evan Sanders 
Steven Scott 
John Wallace• 
CONDUCTING 
E. Wayne Abercrombie 
David Hoose• 
Ann Howard Jones• 
David Martins 
Todd Seeber double bass 
Roman Totenberg violin++ 
Michael Zaretsky viola 
Peter Zazofsky violin• 
Thomas Peattie• 
COLLABORATIVE PIANO Joshua Rifkin• 
OPERA INSTITUTE 
Judith Chaffee 
Phyllis Curtin++ 
Sharon Daniels• 
Frank Kelley 
Ruth Benson Levin 
William Lumpkin• 
Adam McLean 
Shiela Kibbe• · Andrew Shenton• 
Robert Merfeld Joel Sheveloff' 
Jeremy Yudkin* Jim Petosa 
WOODWINDS, BRASS, 
and PERCUSSION 
Laura Ahlbeck oboe 
Ken Amis tuba 
ORGAN 
Nancy Graner! 
Peter Sykes• 
Jennifer Bill saxoplwne VOICE 
Peter Chapman trumpet Michelle Alexander 
Geralyn Coticone flute Sarah Arneson• 
Doriot Dwyer flute Michael Beattie 
Terry Everson trumpet• Penelope Bitzas• 
John Ferrillo oboe Sharon Daniels* 
llichard Flanagan percussion James Demler• 
Joseph Foley trumpet Gary Durham 
Timothy Genis percussion Simon Estes• 
Ian Greitzer clarinet Kyle Ferrill 
Ronald Haroutounian Jodi Goble 
bassoon Phyllis Hoffman• 
John Heiss flute Frank Kelley 
Gregg Henegar bassoon Susan Ormont 
Daniel Katzen horn Jerrold Pope• 
Renee Krimsier flute Maria Spacagna 
COLLEGE OF FINE ARTS ADMINISTRATION 
Walt Meissner, Dean ad interim 
Andre de Quadros, Director, School of Music 
Jim Petosa, Director, School of Theatre 
Lynne Allen, Director, School of Visual Arts 
Patricia Mitro, Assistant Dean, Enrollment Services 
Mary P. Squiers, Executive Operations Officer• 
Tracy llider, Director of Admissions and Student Affairs• 
Anthony Enslow, Executive Assistant• 
Chris Santos, Director of Development and Alumni Relations 
•-indicates employee of the School of Music* 
COMPOSITION 
and THEORY 
Martin Amlin• 
Theodore Antoniou• 
Deborah Burton• 
llichard Cornell• 
Joshua Fineberg' 
Lukas Foss 
Samuel Headrick* 
David Kopp• 
Rodney Lister* 
Ketty Nez* 
John Wallace* 
Steven Weigt* 
MUSIC EDUCATION 
llichard Bunbury* 
Bernadette Colley* 
Betsy Polatin 
Christien Polos 
Jeffrey Stevens 
Nathan Troup 
Allison Voth• 
STAFF PIANISTS 
Michelle Alexander 
Eve Budnick 
Jodi Goble 
Phillip Oliver 
David llichardson 
Lorena Tecu 
Noriko Yasuda 
*Denotes full-time 
faculty 
Department Chairmen 
represented in bold 
++Emeritus 
SCHOOL OF MUSIC 
PRODUCTION DEPARTMENT 
J. Casey Soward, Manager of Production and Performance 
Diane McLean, Stage Manager 
Martin Snow, Keyboard Technician and Restora 
Roberto Toledo, Head Recording Engineer 
Chris Wilson, Recording Engineer 
Eric Roberson. Scheduling and Programs Coordinator 
Kris Sessa, Librarian 
-
BC)STON 
UNIVERSITY 
COLLEGE of 
Fine Arts 
855 Commonwealth Avenue, Boston, MA 02215 
617.353.3350, www.bu.edu/cfa 
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